A dapting Simone de Beauvoir's well-known phrase, one is not born a filmmaker, but becomes one.
1 To ask about the nature of practice-based film education as it has emerged around the globe and exists today is to begin to understand how filmmakers become filmmakers. Inquiry along these lines sheds light on the process of becoming not only a filmmaker, but also a particular kind of filmmaker, where "kind" encompasses skills, as well as narrative and aesthetic priorities, preferred modes of practice, and understandings of what the ideal roles and contributions of film would be.
A few suggestive anecdotes from the field of film practice help to set the stage for a more scholarly account of the questions, commitments, and aspirations that are behind The Education of the Filmmaker in Europe, Australia, and Asia (vol. 1) and The Education of the Filmmaker in Africa, the Middle East, and the Americas (vol. 2). Evoking both a desire to make meaningful, authentic choices and questions having to do with what counts as a genuine justification for the costs of filmmaking (in terms of money, effort, and time), Danish director Lone Scherfig reflects as follows on the process of selecting her next script from among an array of possible choices: "I'm quite marked by an experience that I've had twice, uncannily. My father died while I was shooting Italian for Beginners and my mother died while I was shooting An Education. When I watch these films I can't help but ask myself whether they were worth it. When you start to look at the whole filmmaking process with those eyes, there are really a lot of scripts that life is simply too short for." In an exchange about The Video Diary of Ricardo Lopez (2000), documentary filmmaker Sami Saif-who, like Scherfig, is a graduate of the National Film School of Denmark-foregrounds his commitment to taking his responsibilities as a filmmaker seriously. Saif 's film is based on Lopez's webcam recordings, which had been sensationalized by the media, inasmuch as they captured his suicide 2 INTRODUCTION shortly after having mailed a bomb to Icelandic singer Björk, with whom he was obsessed. In response to a question as to why The Video Diary of Ricardo Lopez remains difficult to get hold of, and why the filmmaker prefers to be present when audiences watch the film, Saif says: "I have a lot at stake in being able to stand by what I've done with the material. I want to be able to explain why I edited it the way I did, why I saw it as important to make the film, and how I understand Ricardo Lopez. My desire to engage very directly with the audiences who see the film also has to do with the fact that Ricardo Lopez is dead. [ . . . ] I want to be there when people see the film, because there are all sorts of things about Ricardo Lopez on the internet. I like to be able to talk to people about what it is they've actually seen." 3 One last anecdote, this one referring to developments in Hong Kong, on the Chinese mainland, and in South Korea, suffices to draw attention to filmmakers as agents of moral deliberation with significant choices to make that extend well beyond the punctual craft-based decisions required by any given filmmaking project. The year 2012 saw the well-known sixth-generation Chinese filmmaker Jia Zhangke "installed as the dean of the Busan International Film Festival's Asian Film Academy (AFA)." Called on to describe the experience of working with 23 young filmmakers in workshops and seminars spanning 18 days, Jia spoke of his commitment to "mak[ing] honest films and films that will make people think." Jia sees his values as reflected not only in his films, but also in his efforts to mentor young filmmakers through his company, Xstream Pictures. His ongoing efforts to establish a funding program called the Renaissance Foundation, in Hong Kong, in collaboration with "fellow filmmaker Pang Ho-cheung, author Han Han, and musician Anthony Wong Yiu-ming," are similarly an expression of an understanding of the film practitioner as an agent of moral choice. As Jia puts it, "It is all about giving young artists the freedom to create. Through that comes honesty-and artists should be honest." Over time, what emerges through filmmakers' professionally relevant and publicly available actions-by no means limited to the actual making of films-are patterns of choice that are indicative of certain values and thus amenable to assessment in broadly ethical terms. That is, filmmakers have decisions to make not only about whether a given story (if the film is a narrative one) is really worth telling and warrants the time, cost, and effort needed to articulate it in moving images, but also about how to treat the actors and other practitioners with whom they work, about the environmental costs of their filmmaking practices, the possible ideological implications of their work, and the terms in which they choose to discourse about it. Examples of filmmakers having made poor choices are not at all difficult to find. Titles that come to mind include Danny Boyle's The Beach (2000), James Cameron's Titanic (1997), and fifth-generation Chinese filmmaker Chen Kaige's The Promise (2005) , all three of them for reasons having to do with a failure to take the environmental duties of filmmakers seriously. Duties, after all, may be moral in nature, rather than strictly legal, requiring considered action even in the absence of (enforcement of) rigorous laws preventing the remodeling of beaches in the Phi Phi Islands National Park in Thailand (The Beach), the
